structure of molecular organization in this unusual little book. Written expressly for a first year university course in chemistry, it has a fascination that laymen and artists can enjoy.
It begins with a fine introduction discussing the basic concepts of symmetry, a valuable prelude to the main content of the book that contains stereoscopic-pair line and point drawings developed with the aid of a digital computer. The usual sterile-looking flat representations of molecular diagrams are given a stunning 3-dimensional quality. The authors intend their drawings to be viewed with parallel stereo vision, which is easily done with the stereo viewer device provided in the book jacket. However, if one views these drawings with 'free-vision' [Leonardo 7,99 (1974) ], some very interesting results may be obtained, which, if unintended by the authors, are very significant to those who make stereo art works.
With 'free-vision', one can easily accommodate the intended parallel fusion of the paired figures, but, if one views them with 'cross-vision' [cf. Fig. 5 in Leonardo 7, 99 (1974) ], a novel and equally interesting effect, stereoinversion, is produced. This visual deception, termed 'pseudoscopic', results in the entire stereoscopic visual field being inverted, so that what is normally seen as very distant is now seen as very close. Fortunately for artists who might draw inspiration from this book, the authors have assembled line and point stereo constructions that have particularly rewarding spatial inversion possibilities. They present enantiomorphic pairs that, because of their simple radial, bi-lateral and regularly ordered symmetry, are susceptible of being seen stereoscopically convex or concave. Extraordinary stereo effects can be developed for all manner of visual forms that can be inverted [cf.
Figs. 6(a) and (b) in Leonardo 7, 99 (1974)l. Any of the stereo pairs in the book also can serve as the basis for developing large-scale systemic crystallographic stereopaired arrays.
It is a pleasure to find in this book an exposure to the hidden aspects of the shape of visual structures in nature beyond the capacity of photography and of the electron microscope. For stereo artists these beautiful stereo figures suggest a means of developing 3-dimensional constructions with the aid of digital computers. The special significance of this book is that, while it promotes an understanding of symmetry and appreciation for the spatial structure of molecules, it is visually enjoyable and a treasure trove of 3-dimensional stereo drawings. In 1962 a law instituted free compulsory lower-secondary education, financed by the State, with a new syllabus including subjects such as scientific observation, art, aspects of technology and music appreciation. At present a reform of upper-secondary education is expected; the reform of university education is being discussed. In 1969 the law provided that all holders of the certificate showing completion of upper-secondary school are eligible for higher education without qualification of discipline, but this provision has proven to be difficult to achieve. able attention. There is a risk of effacing the traces of the art of the past to make way for developments of the illunderstood present. This risk preoccupies many in Italy, for these works still have a profound world-wide influence.
The State supports three large art festivals: the Venice Biennale, the Milan Triennale and the Rome Quadriennale. The Biennale, founded locally in 1895, is the oldest continuing art festival in the world. Its purpose is to present and compare biannually the works of artists from many countries. The Triennale emphasizes architecture, town planning and industrial design. The Quadriennale is devoted to the showing of works by artists living in Italy. Similar aid has been extended as well in the fields of theatre, music and cinema. The statute of the Biennale is now found to be inadequate for today's needs. A new statute has just been approved, but it is not yet certain that it contains the desired provisions.
Much has been done for the support of culture in Italy, but much remains to be done.
The preservation of cultural property is given consider-. Although I am not qualified to judge the merit of this book on the level of its chosen content (an academically philosophical one), I should like to comment about the difference of approach found between active producers of art and those who make it the subject of their writings. One of the ironies of this book, for example, is that one feels no sense of beauty, elegance or tension in the presentation of the ideas. Art seems to be a subject that is simply being put at the disposal of philosophical processing, somewhat on the lines of a word frequency analysis of the works of Shakespeare. No doubt it is of interest to certain specialists, but in the words of Dr. Johnson-it's not how well it's done that's surprising, but the fact that it's done at all.
This makes me think of the type of writer/philosopher/ scientist of art found during the pre-and post-1917 period of Russian Formalism, which is now enjoying a general reassessment. Take for example Victor Shklovsky and Osip Brik. Maybe they were lucky, but they began to work out their ideas o n art while being in active contact *55 rue PixCrCcourt, 75020 Paris, France. **62 Courtfield Gdns., London SW5 ONQ, England.
with the innovative Russian artists of their time. They also tried to provide an effective bridge between these artists and the public, and between the ideas of these artists and their own. This they did in a variety of ways. Shklovsky, whose domain was literature and its formal analysis, gradually expanded his interests to the visual arts and cinema (stimulated by the work of artists around him) and then wrote and lectured extensively on these subjects. Brik, on the other hand, still largely remembered for his active collaboration with Mayakovsky, ran a kind of open house for the artists of his circle and sponsored publication of his own and others' works. After the revolution he became active in committee work for directing fine art policy. Although in retrospect this 'theory in a social context' appears premature and idealistic, it remains an example of the unique vitality shown when artists and aestheticians come together. Although it was in the tradition of the European 'school', it transcended many of the egotisical pitfalls of this prototype. Perhaps this digression gives some idea why Scruton's book evokes in me such a deep seated exasperation with its narrow treatment of its broad title. His approach to art could be compared to that of astronauts from another planet, who, observing the construction of the pyramids from space, descend to Earth and offer their explanations of what is happening to those constructing them. Symbols are like phoenixes of many lives, they must die, yet a few are reborn in new forms. In this book they are revived for a second or third time. The author evokes the past with sympathetic yet scientific eyes. His interest is clearly more than just historical or antiquarian, for he believes in the possibilities of the survival of concepts rather than of their external forms. What we learn from this erudite book is the symbolic intention of ancient societies and their aspirations as expressed by symbols. Lurker maintains a scientific attitude towards this difficult subject, which results in careful descriptions and historical structure without neglecting the spirit. According to the author, the world of the spirit is unthinkable without the symbol, and he places the artist in a mediating position between the two worlds, since a visionary state precedes creative acts (p. 19).
The content of this enlarged second edition is immense and encyclopedic. It touches upon very many classes of symbols with sufficient examples to give one descriptive, historical, comparative and interpretive insights. Lurker begins with a general introduction that is broken down into basic definitions of terms, from syritbol itself to archetype, allegory, myth and legend, but always in relation to visual art. Under the subject 'Plants' one finds an introduction to their symbolism, with reference to Brahma rising from a lotus, as the Sun rises from a lotus in Egyptian art. He enlarges upon their magical properties, goes on to the tree of life symbolism, gardens in general, the garden of Eden, the world tree, the tree of Jesse from which Christ sprang, the light tree, then to fruits and their symbolic implications, and, finally, flower symbolism. Each chapter has a similar organization, from the most general to finer and finer details. One learns much about animal symbolism, with suprising information on deer as symbols of the soul, lizards as symbols of death, on demonic and mythological animals, fish and birds-a most impressive array of information. There are chapters on the symbolism of 'objects', sych as the hammer, wheel, candle and sceptre. The chapter on 'buildings' contains *Pace University, Pace Plaza, New York, NY 10038, U.S.A.
hard-to-find information on architectural symbolism. In a fascinating chapter for artists, color and number symbolism, as well as more abstract symbolic concepts, are discussed. This is the most authoritative, reliable and comprehensive one-volume guide through the forest of symbols and the pathways that lead to their understanding. The extensive bibliography on symbolism and on specialized monographs is a valuable aspect of this book. It has a special relevancy and usefulness to those interested in the symbolic aspects of the arts from a practical or theoretical point of view.
Asthetik als Informationsverarbeitung. Frieder Nake. In German. Springer, New York, 1974. 360 pp., illus. $65.00. Reviewed by Herbert W. Franke** I find that this book is the most important one that has been published on the application of communication theory to aesthetics and to the making of visual art. The author is a pioneer of computer art and is, therefore, qualified to survey what has been done in this domain. He is well aware of the wide implications of employing computers to produce art objects-what one might call the beginning of the industrialization of the visual fine arts. Although he regrets that he has been able only to treat many of the key questions in outline, I find that it is this outline that is most valuable.
Nake based his analyses on the information aesthetics of Max Bense of Stuttgart, but he has developed his own views on many critical points. He first presents a refined model of the process of making art objects in order to show how information is introduced into them for transmission to viewers. The role of chance is examined and Nake concludes that, at least to some degree, intuition can be simulated by random procedures of mathematics. Randomness in a mathematical sense is supplemented by the idea of chance and necessity as conceived in the philosophy of dialectic materialism. But it seems to me that it would have been more useful if Nake had taken note of the ideas of chance as conceived in the science of physics.
He gives a lot of attention to various models of aesthetics that are designed to explain the transmission of information to viewers and to permit a quantitative measurement of aesthetic values. I find very convincing his proof that Birkoff's approach to a science of aesthetics is unsatisfactory. Nake also finds the proposals of Bense and of Nake devotes considerable attention to the use of computer techniques to reproduce works in the style of artists such as Mondrian, Klee and Hartung and a short discussion to the application of computer techniques to music, literature and architecture. I agree with Nake that information theory aesthetics promises to be of much value in the various domains of art and that it is fortunate that computer art came into being at the same time that attempts were initiated to develop information theory aesthetics, which, hopefully will advance the understanding of art beyond what has been achieved by traditional philosophers of aesthetics.
